Background
career as a conductor, 1884 -1949 , Don Juan (composed 1888 )l continued to be of some importance to him. gularly at his subscription concerts and at the performances that directed as a guest conductor. From the outset, it was clear that t tone poem was conceived for a virtuoso orchestra. At the premier conducted by Strauss, the provincial Weimar orchestra was tested its limits. In a letter to his parents, dated 8 N his impressions of the first rehearsal: sterday, I directed the first (part proof-reading) on Juan." . . . even though it is terribly difficul nded splendid and came across magni Whilst it has been argued that Don Juan w 1888, Strauss stated that he "invented" the initial themes during a visit to the mo-sorry for the poor horns and trumpets. They blew themselves completely blue . . . it's fortunate that the piece is short. . . the oboe's passage in G major, with the double-basses divided into four parts, sounded especially beautiful. The divided celli and violas, who play with mutes, along with the horns, who also play with mutes, sounded absolutely magical.^ At the rehearsal on 9 November, the orchestra continued to be challenged by the work:
Yesterday's two-hour rehearsal of "Don Juan" went off splendidly; the piece sounded wonderful; ass en^ was visibly moved. He felt that a work such as this will not be written again for another ten years. The orchestra puffed and gasped for breath but, nonetheless, did a wonderful job. A marvelous joke! After "Don Juan" one of the horn players, who was dripping with sweat and completely out of breath, asked: "Dear God, in what way have we sinned so as to cause you to send this scourge!" . . . We laughed till we cried.5 e first performance was a triumph, prompting Strauss to write the following: "Don Juan" was a great success. The piece sounded enchanting and went wonderfully. For Weimar, it unleashed an unprecedented storm of applause.^ The work soon became part of the standard repertoire. The quality of the orchestration, along with the composer's well-judged effects, encouraged conductors to programme it on a regular basis.
Strauss's first recording of Don Juan was made in 19177 and was one of the composer-conductor's earliest orchestral recordings. This reading was one of five recordings that he made for Deutsche Grarnmophon that year; the others were: the suite from Der Burger als Ede1mann;g the overture to Ariadne aUf N a~o s ;~ Till E~lenspiege1;~O and waltzes from Der Rosenklavier.ll In retrospect, it seems strange that Deutsche Grammophon should undertake a series of recordings during the penultimate year of World War I. If, however, these are considered within the wider parameters of Berlin's concert-life as a whole, their function is clear. In Berlin, the Hofoper continued to presenta full programme throughout the hostilities. Strauss maintained his usual heavy schedule during this period, conducting more than one hundred and forty performances at that house.12 The war years saw German audiences increase, with most forms of professional music-making being sought out by the general public. Although resources were scarce and only a few new productions could be mounted, people attended concerts and opera in unprece-dented numbers, hoping, perhaps, to forget the rigors or their day-today existence. The new medium of sound recording also attracted the public's interest. While the market for gramophone records was limited, they provided a further means of escape. As Strauss's music was a regular feature of concert-life in the German capital, and was considered by many to be the quintessence of German art, Deutsche Gramrnophon's decision to record these works at that time seems logical.
For these recordings, Strauss used the Berlin Hofkapelle. The composer-conductor's relationship with this orchestra was long and fruitful. In 1898, Strauss was appointed Hofkapellmeister at the Berlin Hofoper. After being promoted to Generalmusikdirektor in 1908, he took charge of the Hofkapelle's subscription concerts. During his years with the Berlin Hof [Staats]kapelle, 1908-35,l3 he directed at least 116 concerts with this orchestra. Although his repertoire was large, some of his concerts included performances of his own works.14 As a direct result of his relationship with this ensemble, many of his recordings were made with them.lS The exact date of the 1917 sessions is unknown. On Don Juan's record label, the following information is given: "gespielt von der Koniglichen Kapelle, Berlin" ["played by the Royal Orchestra, Berlin"]. Further, Strauss is described as "Generalmusikdirektor." It is clear, then, that the recording was made before the fall of the monarchies at the end of World War I. After the conclusion of this conflict, the orchestra of the Berlin State Opera became known as the Berlin Staatskapelle.
Moreover, Strauss7s contract as Generalmusikdirektor came to an end in 19 18. Even though he returned for a further interregnum year as Intendant, his former title would not have been used on a post-war recording.
Strauss's coupling of Don Juan and Till Eulenspiegel for these sessions is indicative of his programming policy as a whole. These comparatively early works were heard regularly at his concerts during the course of his career, and his interest in them was not confined to the concert hall: he made four recordings of Don Juan and three of Till Eulenspiegel. The 1917 recording of Don Juan, however, has, for the purposes of this article, limited value: sides l and 2 were recorded by Strauss7s assistant, George Szell. The latter's discographer, Jack Saul, recalled:
In the late 'sixties . . . or 1917 and labelled as the work of the composer was in fact conducted by his young assistant. The great man had this session, and being busy had asked young Szell to go down to the studios and prepare the orchestra and generally to make ready, which included the cutting of the music on to four sides. l 6 Jack Saul, "A Personal Account of George Szell," Le grand baton 9, nos. 1 , 2 (1972), 86.
l7 The Gramophone became the Gramophone from the Jun ' Strauss's next orchestral recordings were made during his 1921-22 tour of the United States. In November 1921, he recorded "Tanz der sieben Schleier7' from Salome2* and the Menuett2* and Intermezzo22 from Der Burger als Edelmann. Though the orchestra is anonymous, it seems likely, given the date of the recording, that it was the Chicago Symphony Orchestra. En route back to Germany, Strauss gave three concerts in England; this was his first visit to Britain after World War I. There, he directed concerts in London and Manchester,23 and recorded a number of his own works for Columbia. In the capital, he conducted the London Symphony Orchestra on 17 January 1922. The programme, with the soprano Ethel Frank as soloist, included a selection of songs with orchestra24 and three tone poems that were now part of the standard orchestral repertoire: Don Juan, Till Eulenspiegel, and Tod und Verklarung. The concert was poorly attended, with the stalls of the Royal Albert Hall remaining half empty. Given that Strauss was one of the first major German artists to visit Britain after the war, one suspects that anti-German feeling, along with a programme that had become too familiar, dissuaded the public from attending. At least one critic was disappointed that the composer-conductor felt either unwilling or unable to perform any of his more recent works, such as Eine Alpen~infonie.~~ If he had included his latest tone poem in the concert, much valuable rehearsal time would have been used in its preparation. As he was recording Don Juan26 with the same orchestraon the following day at ~o l u kbia's London studi0,~7 one presumes that he organized the allocated 20 Brunswick 50002 (matrix X7001 and X7004). 38 These recordings were some of t h e d e s t made on tape.
I work continued to fascinate Strauss, who recorded it on four occasions.39 s in 1917, the 1944 recordings had a wider social significance. _-ie exact nature of Strauss's activities during the Third Reich has been a source of interest to both historians and musicologists alike. h e n his association with Hugo von Hofmannsthal and Stefan (weig, along with his concern for the well-being of the Jewish aembers of his family throughout this period, the hostile stance of some commentators seems difficult to justify. Moreover, during the course of World War II, the Nazis actively set out to damage his credibility. On 24 January 1944, six months before the composer's 80th birthday celebrations, Martin Bormann issued the following communiqut5:
. . . The personal association of our leading men with Dr.
Strauss shall end. However, the Fuhrer, to whom Reichsminister Dr. Goebbels has referred the matter, has decided that the performance of his works should not be hindere d . ' ' ( ' Though Strauss's works continued to be played, his inability to associate with some senior colleagues caused him concern. Even so, the Vienna Philharmonic was unaffected by this ban and fellow musicians continued to support him throughout this difficult period. Hitler's decision not to prohibit Strauss's music was shrewd. At this time, the German authorities were concerned by the decline in public morale. As Strauss was considered by many to be Germany's leading musician, the administration's decision to record these works for broadcast throughout the Reich supported the increasingly shaky illusion of social and artistic normality. More important, the 1944 recording provide today's listener with a means by which to compare and contrast Strauss's evolving performance aesthetic over a period of some 30 years. 
